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Making the Body all Ears: Sonolope and a somatic practice of really listening  
 
Abstract 
Movement sonification is an ongoing area of artistic research attracting the interest of 
musicians, technologists and movement practitioners. Similarly, mobile phones are frequently 
used in artistic contexts. By discussing Sonolope, a mobile phone application that enables the 
SURGXFWLRQRITXDGURSKRQLFVRXQGWKURXJKWKHXVHU¶VPRYHPHQWLQWKHVSDFHWKLVDUWLFOHDLPV
to contribute to existing scholarship by examining the experience of sound and movement co-
production in relation to the sensory modalities that underpin mobile phone use and through a 
set of philosophical accounts that focus on listening. It will be argued that Sonolope, as well 
as similar systems of movement sonification, can offer a third category of experience and 
analysis that transcends the existing binaries between external appearance and internal 
sensation, image and proprioception. It is thus intended to examine sound as an integral part 
RI WKH XVHU¶V H[SHULHQFH ZLWKLQ PRYHPHQW VRQLILFDWLRQ DQG SRVLWLRQ VXFK DQ H[SHULHQFH LQ
relation to somatic practice, mobile phone use and a wider philosophical project of 
GHYHORSLQJDµVRQRURXVVXEMHFW¶ 
Keywords 
Movement sonification, mobile phones, somatic practice, movement improvisation, 
otocentric accounts 
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I saw them from my window, six pre-schoolers accompanied by two adults. Large cardboard 
ears are strapped on their heads just above where their real ears are. Each is holding a flip 
chart with the images of sounds they have been asked to identify: planes, birds and rustling 
leaves, mobile phones and human voices. They are on a listening trail; the enlarged ears a 
PDUNDQGDUHPLQGHURI WKHµVWUHWFKLQJ¶RI WKHUHDORQHV WKHDFWLYLW\DLPV WRHQDEOH µZKDW
does it mean for a being to be immersed entirely in listening, formed by listening or in 
OLVWHQLQJOLVWHQLQJZLWKDOOKLV>VLF@EHLQJ¶"1DQF\ 
 
Introduction 
The co-production of sound and movement has been extensively explored through the 
employment of a variety of mediums, such as sensors, pressure mats and video tracking 
systems (Wechsler 2006; Wijnans 2008; Peters 2010; Wilson-Bocowiec 2010; Birringer 
2013; Coleman 2015). An area of equal growth is the use of mobile phones in artistic 
production and research (Kozel 2010; Blake 2014; Farman 2015; Davidson 2016).  Against 
this background, this article takes as its starting point Sonolope, a mobile phone application 
WKDWHQDEOHVWKHSURGXFWLRQRITXDGURSKRQLFVRXQGLQUHVSRQVHWRWKHXVHU¶VPRYHPHQWLQWKH
space. 1  Sonolope is similar to existing projects of movement sonification in terms of 
conception, design and technological infrastructure, but employs the smart phone as the main 
interface between the user and the system, rather than ready-made or bespoke wearable and 
tracking technologies.  
To paraphrase Wilson-Bocowiec (2010, 48), systems of movement sonification tend 
WREH µGHVFULEHG IURP WKHSRLQWRIYLHZRIZKDW WKH WHFKQRORJ\ LV GRLQJ¶ DQGRU µZKDW WKH
ERG\LVH[SHULHQFLQJ¶:KDWRIWHQHVFDSHVFULWLFDOHQTXLU\LVWKHSHUIRUPHUXVHU¶VUHODWLRQVhip 
with the actual devices that comprise the respective systems and interfaces. This is 
understandable; as noted already, the majority of movement sonification systems utilise 
devices that fall well beyond the spectrum of daily and domestic use. In the case of Sonolope 
however, the choice of the smart phone as the main interface both dictates and also offers the 
opportunity to examine the embodied attitudes, and in particular the sensory modalities, that 
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are associated with the device. Tracing the intersections between contemporary mobile phone 
use, responsive digital technologies and movement improvisation, the aim of this article is to 
discuss movement sonification in relation to the use of domestic technologies and through the 
lens of philosophical accounts that could be broadly called otocentric. 2  These include a text 
by Jean-Luc Nancy (2007) as well as subsequent critical commentaries (Hickmott 2015; 
Janus 2011; Kane 2012'RQ,KGH¶V>@SKHQRPHQRORJLFDODFFRXQWRI OLVWHQLQJ
and Steven ConQRU¶V  KLVWRULFDO H[DPLQDWLRQ RI WKH µDXGLWRU\ ,¶   $V LW ZLOO EH
discussed later on, an otocentric turn in philosophy/critical theory, exemplified by the 
aforementioned texts, does not simply mark a concern with the phenomenon of sound and 
auditory H[SHULHQFH$V-DQXVDUJXHVLQUHODWLRQWR1DQF\¶V WH[WVXFKDQDO\VHV
DLP WR µH[SORUH WKH RQWRORJLFDO DQG HSLVWHPRORJLFDO SRVVLELOLWLHV RI OLVWHQLQJ DV D PRGH RI
WKLQNLQJ DQG DV D ZD\ RI EHLQJ LQ WKH ZRUOG¶ ,W LV DOVR ZRUWK PHQWLRQLQJ WKDW Dlthough 
practices of movement sonification have been theorised from a number of perspectives, 
otocentric accounts have not been fully utilised as a lens of analysis, despite their obvious 
relevance to the practice. 3   
By drawing on the aforementioned texts, my own participation and observation of 
users in workshops with Sonolope as well as scholarly accounts of other systems of 
movement sonification, this article will first outline the shift in the sensory modalities that 
underpin the use of the mobile phone device and then discuss the creative contributions that 
systems of movement sonification may make to somatic practice. This discussion will be 
organised in two sections. The first section will concentrate on the way in which the defining 
characteristics of movement sonification systems can serve aspects of movement 
improvisation, specifically the development and stretching of habits as well as the symbiotic 
relationship between the mover and the system. The second section will examine how the 
function of movement sonification within a pedagogical/rehearsal process may be inflected 
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by a dialectic between the visual and the kinaesthetic, which is deeply embedded in somatic 
and/or somatically influenced, dance practice.4   
Overall, this article, as well as the practice that underlies it, aspires to make two 
FRQWULEXWLRQV2Q WKHRQHKDQG LWKRSHV WR FRQWULEXWH WRDQRQJRLQJDQG µEURDGHUSURMHFW¶
HQYLVDJHG E\ 6XVDQ .R]HO   DQG RWKHUV RI µDSSO\LQJ FKRUHRJUDSKLF DQG
performative approaches to the study of embodied expression through mobile devices with 
the goals of designing devices offering scope for enhanced corporeal expression and 
SURGXFLQJDQHPERGLHGDHVWKHWLFV¶2QWKHRWKHUKDQGDQH[DPLQDWLRQRIVRXQGDVDQLQWHJUDO
SDUW RI WKH XVHU¶V H[SHUience within movement sonification, aims to position such an 
H[SHULHQFHLQUHODWLRQWRDZLGHUSKLORVRSKLFDOSURMHFWRIGHYHORSLQJDµVRQRURXVVXEMHFW¶$V
such, this article will conclude with some thoughts on movement sonification as a form of 
somatic practice and its relation to a philosophy of listening, which arguably has the potential 
to allow us to re-consider fundamental aspects of contemporary subjectivity.  
 
7KHµ(\H-3KRQH¶DQG/HJDFLHVRI9LVXDOLVP 
With the advent of digital technologies, mobile phone use has been progressively 
FKDUDFWHULVHGOHVVE\DQDXGLWRU\DQGPRUHE\DYLVXDOPRGDOLW\ZKHUHE\WKHIDFHDQGµILQJHUV
RI WKHKDQGEHFDPHWKHGRPLQDQWRUJDQV¶ IRURSHUDWLQJ WKHGHYLFH:HOOQHU-9). To 
put it simply, phones developed from devices we talk to, to devices we look at and this shift 
KDV EHHQ HIIHFWHG E\ DQG FRQVHTXHQWO\ DIIHFWV WKH XVHU¶V HPERGLPHQW 7UDFLQJ WKH
development of the mobile phone in the last twenty years, Wellner examines the 
interrelations between the characteristics of the hardware (its size, attributes etc), its 
functions, and the cultural-embodied modes of use. 
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In the first variation the cell phone is held only during calls and 
gazed into for just a short while in order to see who is calling. In 
the second variation, the hold and gaze are slightly longer because 
there are more texts to read. The applications of the third variation 
require more time spent on gazing at and holding the handset, and 
in the fourth variation it is necessary to hold and look at the cell 
phRQH¶VVFUHHQPRVWRIWKHWLPH>«@:HOOQHU-8).5  
7KH µYLFWRU\ RI WKH YLVXDO RYHU WKH DXGLWRU\¶ DV :HOOQHU   SXWV LW LV QRW
simply functional. According to Jaime del Val (2015, 5), this can be seen as another 
PDQLIHVWDWLRQ RI µWKH 5HQDLVsance perspective that still governs our digital interfaces of 
UDWLRQDOLVHGYLVLRQDQGPDQXDOFRQWURO¶,QRWKHUZRUGVWKHWUDQVIRUPDWLRQRIWKHSKRQHIURP
an auditory to a mobile, audio-visual, and now increasingly locative device, resonates with 
the entrenched visualism that characterises Western thought and is, according to certain 
arguments, inextricably related with the characteristics of Western technological 
advancement.6 
Visualism ± or ocularcentrism as Martin Jay would have it- is used here as a 
sKRUWKDQG WHUP WR GHQRWH µWKH ZKROH UHGXFWLRQLVW WHQGHQF\ ZKLFK LQ VHHNLQJ WR SXULI\
H[SHULHQFHEHOLHV LWV ULFKQHVVDW WKHVRXUFH¶ ,KGH7DNLQJFDUHQRW WR LQVWLWXWHD
false dichotomy between seeing and hearing, as well as emphasising that experience is 
fundamentally intersensory and that any account that views senses as separate phenomena is 
bound to exemplify a visualist paradigm, Ihde traces the legacy of visualism from classical 
Greek philosophy to EnlightenmHQWDQGIRFXVHVRQWZRµUHGXFWLRQV¶7KHILUVWLVDµUHGXFWLRQ
to YLVLRQ¶ ,KGH   HPSKDVLV LQ WKH RULJLQDO ZKHUHE\ µYLVLRQ EHFRPHV WKH URRW
PHWDSKRUWRWKRXJKW¶DQGNQRZOHGJHEHFRPHVV\QRQ\PRXVZLWKVHHLQJ7 The second is a 
µUHGXFWLRQof visiRQ>«@ZKLFKXOWLPDWHO\VHSDUDWHVVHQVHIURPVLJQLILFDQFH¶-9 emphasis in 
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the original). Alongside the epistemological, cultural and political implications of visualism, 
what is also of note here is the kind of subject that emerges out of such world-view: a 
µUDWLRQDO VHOI-identical subject of reflexive consciousness, a subject whose mastery and 
GRPLQDQFHRYHU VHOI DQGZRUOG LQYROYHV D ³YLVLRQ´ WKDWREMHFWLILHV DOO LW LGHQWLILHV DQG WKDW
silences the multiple resonances of the sense and of sensual differeQFH¶-DQXV 
As a counterweight to the dominant visualist paradigm, contemporary thinkers also 
examined whether philosophy and subjectivity could be ±or indeed has been- 
conceived/experienced in relation to an alternative auditory one. By asking whether 
SKLORVRSK\ LV FDSDEOH RI OLVWHQLQJ 1DQF\   DQG FDOOLQJ IRU µDQ RQWRORJ\ RI WKH
DXGLWRU\¶,KGH1DQF\DQG,KGHUHVSHFWLYHO\examined the implications of putting  
auditory experience at the centre of philosophical investigation. In strikingly similar ways, 
both Nancy and Ihde embarked on a description of the phenomenal experience of sound, such 
as the way it affects our sense of space and time. They also brought attention to the ability of 
sound to simultaneously communicate both sense and significance, which I will examine in 
more detail later on. Effectively what Nancy (2007, 10) proposed is a conception of 
VXEMHFWLYLW\LQWHUPVRIVRXQGUDWKHUWKDQYLVLRQµLQWHUPVRIWKHJD]HWKHVXEMHFWLVUHIHUUHG
back to itself as object. In terms of listening, it is, in a way, to itself that the subject refers or 
UHIHUVEDFN¶8  
In a similar vein, and employing a historical perspective, Steven Connor emphasised 
that despite the dominance of the visualist paradigm, other sensory modalities have been 
influential in the experience of selfhood. 9  Specifically, Connor (1997, 204) foregrounds the 
way in which the acoustic technologies that emerged in the late nineteenth-early twentieth 
FHQWXU\OHGWRWKHµJURZLQJLGHQWLILFDWLRQRIWKHVHOIDQG WKHHDU¶$QRYHUYLHZRI&RQQRU¶V
account shows that the telephone was instrumental in domesticating and enhancing a 
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mediated auditory experience. This, as Connor argues, made possible different experiences of 
selfhood.   
7KHUDWLRQDOLVHGµFDUWHVLDQJULG¶of the visualist imagination, which positioned 
the perceiving self as a single point of view, from which the exterior world 
radiated in regular lines, gave way to a more fluid, mobile and voluminous 
conception of space, in which the observer-observed duality and distinctions 
EHWZHHQVHSDUDWHGSRLQWVDQGSODQHVGLVVROYH>«@7KHVHOIGHILQHGLQWHUPVRI
hearing rather than sight is a self imaged not as a point, but as a membrane; not 
as a picture, but as a channel through which voices, noises and music travel.  
(1997, 206-7) 
If we therefore examine the current function of mobile telephony through the 
historical, otocentric perspective offered by Connor, it could be argued that the smart phone 
reinforces visualism at an experiential level, and not only because it operates according to the 
logic of the Renaissance grid. The re-mediation of the tele-phonic function through the visual 
modalities of the smart phone significantly reduced a hitherto fundamental way of exercising 
our auditory sense in daily communication and has subsequently turned the human voice to 
text.10 Indeed, Schroeder (2012, 26) puts it rather figuratively, when she notes, in relation to 
VRFLDO PHGLD WKDW µRXU PRXWK¶V ³FKDWWHUV´ DUH KDQGHG GRZQ DQG RYHU WR WKH WLSV RI RXU
ILQJHUV¶$QH[DPLQDWLon of current mobile phone use through an otocentric paradigm thus 
suggests that in the shift from the tele-phone to an i(eye)-phone we may have been robbed of 
RSSRUWXQLWLHV WRH[SHULHQFH WKHZRUOGDV µPHPEUDQHV¶DQGUDWKHUUHYHUW WRDQH[SHULHQFHRI
the self as an external-to-the-world single point of view.11  
It also bears noting that an analysis of the remediation of the telephone into a smart 
phone does not aim to lament the demise of an analogue (often posited as better, more fully 
embodied) past. The intention is to underline that shifts in cultures of use have profound 
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philosophical and experiential consequences.  In this respect, Sonolope, similarly to other 
projects that have utilised mobile phones, has adopted a dialectical approach, whereby 
technolRJ\LVUHJDUGHGDVERWKWKHµSRLVRQ¶WKDWJLYHVULVHWRDVHWRIXQZDQWHGFRQVHTXHQFHV
EXW DOVR WKH µFXUH¶ 12  Instead of vilifying mobile phones as another manifestation of 
ocularcentrism, or blaming their development for the loss of opportunities for auditory 
communication, a dialectic approach seeks to directly engage them within the creative 
context.  Such an engagement is characterised not only by a conscious re-appropriation of the 
mobile phone and its functions, but also by the employment of a strategic distinction between 
the object (and the cultural and embodied set of relations it invites) and the technology that 
HQDEOHV WKH REMHFW¶V IXQFWLRQV ,Q RWKHU ZRUGV 6RQRORSH VLPLODUO\ WR RWKHU PRELOH SKRQH
applications, is conceivable in the first place EHFDXVHRIWKHGHYLFH¶VLQKHUHQWPXOWLVWDELOLW\
$FFRUGLQJWR:HOOQHUZKRGUDZVRQ,KGH¶VFRQFHSWPXOWLVWDELOLW\µLQGLFDWHVWKDW
the same technology can be used differently by different people who assign different 
PHDQLQJVWR LW¶ ,QWKLVUHVSect, Sonolope not only utilises an existing object, it also utilises 
existing hardware devices, such as sensors, that are often part of mobile phones. It does 
however reconfigure the relationship between object and function and repurpose existing 
functionalities towards a new cultural-somatic practice.  
By bringing attention back to the function of the phone as a device related to sound 
and by developing an interface that involves the whole body, Sonolope seeks to both extend 
the repertoire of functions/movements with which mobile phone use is currently associated as 
well as develop a somatic praxis of listening through a system of movement sonification. If, 
DV ,KGH   VXJJHVWV µIRFXV RQ DXGLWRU\ H[SHULHQFH DOORZV XV WR WDNH QRWH RI ZKDW
often goes XQQRWHGDQGWKXVDOVRJLYHIUHVKVHQVHRIH[SHULHQFH¶KRZGRHVWKHVRQLILFDWLRQRI
PRYHPHQWDOORZQHZWKLQJVWRFRPHWRWKHXVHU¶VDWWHQWLRQDQGLQZKDWZD\VGRHVH[SHULHQFH
EHFRPHµIUHVK¶"%DVHGRQDVHULHVRIZRUNVKRSVFRQGXFWHGZLWK6RQRORSHDVZHOODV drawing 
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on accounts of similar projects in movement sonification, the next section explores how 
inherent characteristics of the technological system relate to fundamental aspects of 
PRYHPHQW LPSURYLVDWLRQ ,W EHJLQV ZLWK DQ µLQVLGH¶ GHVFULSWLRQ RI XVLQJ 6onolope within 
improvisation (accompanied by links to videos from practical explorations) and continues 
ZLWK D PRUH µGLVWDQFHG¶ GLVFXVVLRQ RI WZR DVSHFWV RI PRYHPHQW VRQLILFDWLRQ WKDW FRXOG EH
beneficial within somatic/improvisatory practice: the way kinetic habits can be fed back and 
stretched through sonification and the way the intended or unintended activity of the system 
PD\FRPSOLFDWHWKHXVHU¶VVHQVHRIDJHQF\ 
 
Listening-Moving in Movement Sonification: Interactions between the user and the 
system 
I insert the mobile phone in an arm band that has an extended belt and can be tied 
anywhere on my body. I select a sample of sounds from a drop down menu that appears on 
the screen of my phone. Each sample has a different quality, it invites different responses. 
Percussive sounds are to be thrown, string sounds are to be stretched. 13  
I move, from the centre, from the periphery, in the space. Sensors in the mobile phone 
capture the acceleration and axis of my movement, whilst a software translates the data into 
code. Code is mapped onto sound and the sound is emitted from speakers that stand in the 
four corners of the room and allow the direction of the sound to mirror the direction of my 
movement.  
In written description these points seem fixed but during the actual experience they 
blend into another. Yet, the relationship is far from seamless. The system is not to be trusted. 
Sometimes it surprises me and talks back in ways I do not expect. After a while I find 
something (a movement, a step, a gesture) that is reliable. I am led by the sound to a way of 
movement that is reliable: I do this, you do that (Video A). 14  Awkward angles and 
differentiations in speed produce sounds I do not expect, I do not know they are there. I try to 
find them again searching with my body and my ears. My kinaesphere is filled with pockets of 
sound that I can only hear if I move in specific ways (Video B).15 When I find the sound that 
has been hiding, I feel gratified.  
 
As the field notes above demonstrate, one of the first, and in fact most common, 
responses amongst trained and non-trained movers, is to begin by trying to work out the rules 
of the interaction. Movers, in other words, attempt to figure out the logic that underpins the 
mapping of their movement into sound and it is likely that they will try to develop a form of 
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call and response between the two. Depending on the various mappings employed at any one 
WLPH D V\VWHP FRXOG VRQLI\ GLIIHUHQW DVSHFWV RI RQH¶V NLQHWLF LGHQWLW\ )RU H[DPSOH LQ
Sonolope the mapping between the generation of sound and the data engendered by the 
movement is such that the direction of sound follows the direction of travel; the duration and 
speed of the sound reflects the speed and flow of the physical movement; and the pitch or 
volume of sound responds to alterations in the use of levels. On the basis of such mapping, it 
could be argued that movement sonification could institute an indexical relationship between 
PRYHPHQW DQG VRXQG ZKHUHE\ WKH VRXQG LV µKHDUG¶ DV D SDUWLFXODU PDQLIHVWDWLRQ RI WKH
movement.  
In such a relationship, sound can serve as a diagnostic tool.  For example, Parviainen 
(2011, 640) observes, with regard to the mappings employed in the Embodied Generative 
0XVLF SURMHFW (*0 WKDW µZKDW GDQFHUV KHDU LV D UHDO-time manifestation of their 
NLQDHVWKHWLFPRWRU DFWLYLW\¶ DQG LQ WKLV PDQQHU WKH\ FRXOG DUJXDEO\ JDin an additional 
understanding/perception of their kinetic habits.  This can be an important contribution that 
movement sonification systems make to somatic and improvisation practices, since habits 
pose a sort of conundrum. As Susan Leigh Foster (2003, 4) explains, movement 
LPSURYLVDWLRQµHQFRXUDJHVXVRUHYHQIRUFHVXVWREH³WDNHQE\VXUSULVH´<HWZHFRXOGQHYHU
DFFRPSOLVKWKLVHQFRXQWHUZLWKWKHXQNQRZQZLWKRXWHQJDJLQJWKHNQRZQ¶2UDV,KGH
SXWV LW UDWKHUVXFFLQFWO\ µLPSURYLVDWLRQ LVDOZD\VUHODWHG WRSDWWHUQHGDFWLRQV¶:LWKLQ
improvisation therefore kinetic and gestural habits are likely to emerge to such an extent that 
they become an organising force that the practitioner finds difficult to transcend, since there 
is no set form to offer alternative postural and spatial arrangements. The production of sound 
FRXOGDFFRUGLQJO\DFWDVDQDXGLWRU\GRFXPHQWRIRQH¶VSUHIHUHQFHV 
At the same time, however, the system can serve as an interlocutor that guides the 
movement in new directions (or QRWGHSHQGLQJRQWKHXVHU¶VFKRLFHV'HQL]3HWHUV
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WKH SURMHFW OHDGHU LQ (*0 EULQJV DWWHQWLRQ WR WKH LQWHUPHGLDO FKDUDFWHU RI WKH PRYHU¶V
experience and the development of two pathways of intentionality.  Since in EGM the 
mapping of sound and movHPHQW RSHUDWHG RQ WKH EDVLV RI WKH GDQFHU¶V ORFDWLRQ LH WKH
VRXQGVZHUH µLQ WKHVSDFH¶DQGEHFDPHDFWLYDWHGE\ WKHXVHU¶VPRYHPHQW3HWHUV LGHQWLILHV
WZR WUDMHFWRULHVRQHHPHUJHV IURPWKHPRYHU¶V µYLVXDOO\RULHQWHGDQG felt ERGLO\ LPSXOVHV¶
(Peters 201  HPSKDVLV LQ WKH RULJLQDO ZKLOH WKH RWKHU LV GLFWDWHG E\ WKH µVRXQG
PRGXODWLRQV¶DFWXDOVSDWLDOOD\RXW¶LELG7KHWZRWUDMHFWRULHVKRZHYHUFDQEHFRQIOLFWLQJ
since a user, for example, might wish to continue with the exploration of a particular sound 
but may also want to move in a different rhythm/part of the space, in which case the sound 
will no longer be available. A similar tension develops in Sonolope, although the sound is 
JHQHUDWHG LQ UHVSRQVH WR WKHXVHU¶VERGLO\SRVLWLRQDQGQRW WKHVSatial location. On the one 
hand, the movement serves the pragmatic function of producing sound within the established 
mappings; on the other, the movement, as well as the sound that it generates, develops its 
own sensorial reality that may produce impulses that lead the mover into new kinetic 
organisations and away from the generation of a specific sound. For example, in the 
movement exploration documented in Video B, the mapping is such that the sustained 
production of the sound is premised on the horizontal position of the phone. This dictated 
both the choice of the body part on which the phone is strapped as well as my placement in 
the space. As the movement-sound develops, however, and I reach an upright position, the 
VRXQG , KDYH EHHQ SOD\LQJ ZLWK LV µORVW¶ ,Q WKLV PDQQHU WKH V\VWHP IHDWXUHV D VHQVH RI
GHWHUPLQDWLRQDJDLQVWRUZLWKZKLFKWKHXVHU¶VGHFLVLRQ-making develops.  
The friction between the generation of the sound and the generation of the movement 
is further compounded by glitches that often RFFXU DW OHDVW GXULQJ WKHSKDVHRI D V\VWHP¶V
development. As indicated in the field notes, a seamless relationship between sound and 
movement is only transient and bound to be disturbed by unpredictable responses. 16  
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However, rather than trying to iron it out, a measured amount of randomness can be 
productive: as Maria Coleman (2015, 170) notes in an account of the Body Response System, 
the slight unpredictability RIWKHV\VWHPERWKµVXSSO>LHV@DVSULQJLQWKHVWHSRIWKHPRYHU¶V
QH[W PRYH¶ DQG LQWHQVLILHV her listening. It both prevents the user from becoming 
µDPQLRWLFDOO\LPPHUVHGLQVRXQG¶+RPH-Cook 2015, 52) and can take the improvisation in 
new directions. For example, in Video A, a sound-movement phrase develops that is 
predictably punctuated by pauses in the movement-sound. Yet, towards the end of the video a 
pause in the movement does not produce a pause in the sound. As a result, a new movement 
is developed with the aim to explore the new-found sound.  In this manner, a system of 
movement sonificatLRQEHFRPHVDSDUWQHU WKDW FDQFDWDO\VH DQ H[SORUDWLRQRIRQH¶V VSDWLDO
kinetic and gestural preferences and encourage a multimodal stretching: a stretching of the 
ears, in terms of the intentionality that underpins listening, and a stretching of the body in 
terms of the habits that organise movement.  
 
Listening-Moving in Movement Sonification: Discursive assumptions 
As a complement to the previous section that focused on the interaction between 
sound and movement/system and user, this section explores how practice of movement 
sonification might be influenced by the discursive assumptions that underpin somatic 
SUDFWLFH 2QH RI WKH FULWLFLVPV WKDW +LFNPRWW   GHYHORSV DJDLQVW 1DQF\¶V WH[W LV
that in his attempt to develop an alternative, anti-ocuODUFHQWULFPRGHORIVXEMHFWLYLW\KHµGH-
KLVWRULFL>]HV@ OLVWHQLQJ LQ RUGHU WR WKLQN RI LW DV D ³QDWXUDO´ SKHQRPHQRQ WR ZKLFK ZH FDQ
OHJLWLPDWHO\ WXUQ¶17 In other words, it would be erroneous to assume that listening, and for 
that matter listening in movement sonification, automatically transcends the dominance of 
visualism and acculturated modes of sensory perception. This section, then, explores how 
movement sonification within a specific artistic context might be inflected by unquestioned 
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conceptions and established ways of working. It begins by discussing an example of working 
ZLWKLPDJHU\GUDZQIURP3DUYLDLQHQ¶VSURFHVVLQ(*0DQGWKHQSURFHHGVZLWKDGLVFXVVLRQ
of listening as a foundational metaphor within somatic practice. The discussion is not aimed 
DVDFULWLFLVPRI3DUYLDLQHQ¶VZRUN It is rather offered as a reminder that certain 
assumptions are so deeply embedded that can crop up even in the work of experienced 
practitioners, and as an invitation to somatic practice to take listening literally.  
Working with images is one of the most pervasive aspects of contemporary 
performance practice, spanning the entire twentieth and twenty-first century and pertaining to 
systems of acting, dance, voice and somatics. In relation to movement improvisation and 
beyond, image is often described or articulated in terms of vision. An image is thus 
XQGHUVWRRGDV µDPRUHRU OHVVFRKHUHQWPHQWDOSLFWXUH¶ =LQGHUD µPRYLH-in-the 
EUDLQ¶ %ODLU   ZKLFK HLWKHU HPHUJHV GXULQJ WKH FUHDWLYH SURFHVV DQGRU the 
SHUIRUPHU LV LQYLWHG WRSODFHµLQ¶RUµRQ¶ WRKHUERG\ ,Q WKLVPDQQHURIZRUNLQJDQ LPDJH
develops from a mental construct, memory, and/or representation of an actual object to a 
kinaesthetic reality, DQGEHFRPHVµWKHSK\VLFDOH[SUHVVLRQRIDPHQWDO DVVRFLDWLRQ¶:DWVRQ
2010, 241). In such a conceptualisation, images serve as a bridge between inner and outer and 
it is often the case that a feedback loop between internal image and external form is set in 
motion (Hulton 2010, 172).  The aim of image woUNWKHQLVµWRKDYHSV\FKRSK\VLFDOefficacy 
LQHQJDJLQJDQGPRYLQJWKHDFWRUDQGWKHUHE\WKHDXGLHQFH¶%ODLUHPSKDVLV LQ
the original).  
Yet, in creative processes within movement sonification, the strategy of employing 
imagery as a catalyst for rendering D NLQDHVWKHWLF SURFHVV LQWR D YLVLEOH µSUHVHQFH¶ FDQ EH
problematic. With regard to her participation as a choreographer-pedagogue in EGM, 
Parviainen (2011, 643) recounts that, ZKHQDGDQFHUµUHSRUWHGWKDWDVRXQGIHOWOLNHVRPHWKLQJ
organic, fluid and outside her body, I asked her to move as if her body were full of heavy 
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OLTXLGPDWHULDO ,QKHULPSURYLVDWLRQVKH>WKHGDQFHU@VSHFLILHGWKLVLPDJHDV³RLO\OLTXLG´¶
When the material was presented to the rest of the team, Parviainen (2011, 643) attests that 
WKHDXGLHQFHUHFRJQLVHGWKHGDQFHU¶VµQHZH[SUHVVLYLW\RIKHULPSURYLVDWLRQSRZHUIXOERGLO\
SUHVHQFHDQG WKHFODULW\DQGYLYLGQHVVRIKHUPLFURPRYHPHQWV¶6KH WKHQ OLVWVD VHULHVRI
somatic practices, such as idiokinesis and Butoh, which explicitly aim to generate a feedback 
loop between the generation of images and states of embodiment. As suggested already, 
3DUYLDLQHQ¶V WHQGHQF\ WRDSSURDFK WKHRSHUDWLRQRI LPDJH LQ UHODWLRQ WRDQ LQQHU VHQVDWLRQ-
outer expression dialectic, despite being in an environment that is so ostensibly sonorous, 
reflects a wide-spread position to treat image as a means of refining expressivity. In this way, 
however, a dichotomy between inner and outer, sensation and appearance becomes 
(re)instituted and - especially within a performance context - YLVLRQ UHPDLQV LQWDFW DV µDQ
arbitrating meta-VHQVH¶&RQQRU WKDWHYHQWXDOO\YDOLGDWHVNLQDHVWKHWLF UHVSRQVHV
LQ3DUYLDLQHQ¶VFDVHWKHHIILFDF\RIWKHLPDJHLVHYDOXDWHGDJDLQVWWKHGDQFHU¶VH[SUHVVLYLW\
and tKHGDQFHU¶VH[SUHVVLYLW\LVMXGJHGDJDLQVWWKHDXGLHQFH¶VUHVSRQVHV 
$VLPLODUDWWLWXGHEXWRQDODUJHUVFDOHLVHYLGHQWLQ$QGUHD'DYLGVRQ¶VUHFHQWDUWLFOH
RQ µGLJLWDOGDQFH¶'DYLGVRQSURYLGHVDZLGH-ranging review of important developments in 
the use of digital technology within contemporary dance and choreography. The aim is to 
FODLPZLWKLQGDQFHVFKRODUVKLSDXQLTXHSRVLWLRQIRUWKHµWKLUGZDYHRIH[SUHVVLRQ¶RIGLJLWDO
GDQFHDVZHOODVDUJXH WKDW µILQHUDQDO\VLV >RIFRQWHPSRUDU\GDQFHSURGXFWLRQ] reveals new 
PHGLDWHFKQRORJLHVWREHRSHUDWLQJDV¶QHZviewing-sensing devices¶HPSKDVLVLQ
the original). Yet, a number of the works under examination do involve sound, and Davidson 
acknowledges this (2016, 28). For example, in relation to IsDEHOOH&KRLQLqUH¶VFlesh Waves, 
'DYLGVRQQRWHVWKDWWKHDXGLHQFH¶VµSUR[LPLW\DQGLPPHUVLRQLQVRXQGDQGIOHVK
create what amounts to a collective, or inter-FRUSRUHDOVKDULQJRIDQLQWHQVHO\VHQVRU\QDWXUH¶
Even though sound is identified as an integral part of the inter-corporeal relation that 
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developed among the members of the audience and between performers and audience, the 
XQGHUVWDQGLQJ RI WKH WHFKQRORJ\ DV D µYLHZLQJ-VHQVLQJ GHYLFH¶ NHHSV WKH DQDO\VLV ORFNHG
within a dialectic, which on one hand singles out vision (viewing) and on the other positions 
together the audio, the tactile and the kinaesthetic in an undifferentiated sensory cluster 
(sensing). This pairing is based on a further opposition between outer and inner, whereby 
technology LV XQGHUVWRRG DV DQ µH[WHURFHSWLYH DJHQF\¶ ZKLFK PRGLILHV WKH µLQGLYLGXDO¶V
LQWHURFHSWLYHSURSULRFHSWLYHH[SHULHQFH¶7KLVKRZHYHUSUHYHQWV'DYLGVRQIURP
examining whether the use of sound within these artworks might be enabling the very 
transcendence of this opposition and the development of a new model of analysis.  
'DYLGVRQ¶V WHQGHQF\ WR SRVLWLRQ VRXQG DV SDUW RI D JHQHULF µVHQVLQJ¶ FRXOG DOVR EH
seen as symptomatic of the very foundation of somatic practice, and the somatic turn in 
dance, i.e. the argument that the living body is a source of knowledge. In an earlier article, 
Parviainen (2002) examines theories of epistemology and traces the thesis put forward by 
dance scholars that embodied perception and movement are forms of knowing. In developing 
DQ DFFRXQW RI µERGLO\ NQRZLQJ¶ 3DUYLDLQHQ H[DPLQHV WKH SURFHVV RI D SLDQLVW PDVWHULQJ D
piece of music:  
7KH SLDQLVW¶V ERGLO\ NQRZOHGJH LV WKH UHDOLVDWLRQ RI KHU RU KLV OLYLQJ ERG\¶V
movement ability to push and release fingers on keys with a certain intensity and 
rhythm to produce the sound the piece demands. Bodily knowledge does not 
LQYROYHDPHUHWHFKQLTXHRUWKHSURGXFWLRQRIVNLOOZLWKWKHERG\¶VUHIOHFWLYLW\LW
offers possibilities to choose the ways to move. (2002: 19) 
Again, despite the centrality of sound in this example, bodily knowledge is identified entirely 
with the kinaesthetic sense and sensory-motor capacity. However, an emphasis on 
kinaesthesia, proprioception and motility, although it has been paramount in an attempt to 
FKDOOHQJHGRPLQDQWµYLVXDOLVW¶PRGHOVRINQRZOHGJHFDQDOVRUHQGHUVXFKDSURMHFWµGHDI¶WR
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the sounds of the body and the role of the auditory sense in embodiment. This is further 
exemplified by a wider tendency within somatic practice to approach listening in a 
PHWDSKRULFDO PDQQHU ,Q 0DUWKD (GG\¶V FRPSUHKHQVLYH H[DPLQDWLRQ RI WKH SUDFWLFHV WKDW
EHORQJZLWKLQWKHZLGHUFRQVWHOODWLRQRIVRPDWLFVµOLVWHQLQJWRWKHERG\¶ LV LGHQWLILHGDVDQ
overarching characteristic and driving force of somatic DSSURDFKHV µ+RZ GLG LQGLYLGXDO
H[SHULHQFHV RI DQG ZLWK WKH OLYLQJ ERG\ EHFRPH D ILHOG"¶ (GG\ DVNV 7KH DQVZHU VKH
SURYLGHVLVWKDWµQXPHURXVPHQDQGZRPHQVHSDUDWHO\EXWLQDFRPPRQSHULRGRIWLPH>«@
discover[ed] the potency of listening deeply to the body¶   HPSKDVLV DGGHG
Listening-to-the-body becomes, in other words, the common denominator that unites a set of 
SUDFWLFHVLQWRDQHZILHOG,QGHHGWKHSKUDVHµOLVWHQWRWKHERG\¶DQGYDULDWLRQVWKHUHRIRIWHQ
appear in instructions and become an actual activity of somatic practice. Yet, even if an 
invitation to listen may occasionally involve actual listening to the sounds generated by the 
body, the term is predominantly used metaphorically and rather denotes a kinaesthetic form 
of sensing.18  What would happen though if we took such an instruction literally?  
 
From Making the Body All Eyes towards Making the Body All Ears 
An invitation to listen to the body presupposes that the body has/can produce a sound 
that can be listened to. Ihde stipulates that the entrenched habit to favour vision in the 
perception of the world - actualised, as we saw by the reduction of knowing to vision but also 
by the reduction of vision in itself - has entailed that things and bodies appear silent (2007: 
49-55). It could be equally noted that an emphasis on kinaesthesia, in an attempt to 
destabilise an all-seeing subject, assumed a mute one. Yet, as Ihde points out, things - like 
bodies - can sound when they come in contact through motion with something else. Can 
systems of movement sonification become the sounding board that allow us to listen to the 
body in a literal, albeit mediated, sense? I would argue that such a possibility can be rendered 
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possible but it requires that we move beyond the dominant dialectical interplay between the 
visual and the kinaesthetic and to approach the relationship between sound and movement in 
a way that is more than diagnostic; like the box that makes the marble sound (Ihde, 2007: 67), 
the relationship between sound and movement needs to become amplificatory. So what 
would such a relationship amplify?  
As an analysis of work with embodied imagery makes it clear, the sound produced by 
movement sonification can give rise to all three dimensions/definitions of sense, on which, 
according to Janus (2011, 183), Nancy builds his theory of listening. Drawing on my own 
H[SHULHQFHZLWK6RQRORSH,ZRXOGSURSRVHWKHIROORZLQJFRUUHVSRQGHQFHV1DQF\¶VFDWHJRU\
RIµOLVWHQLQJWRVHQVHDVVHQVXDORUSHUFHSWXDOVHQVH¶-DQXVFRXOGEHPDWFKHG with 
the ability of sound to carry a re-VRXQGLQJRI IXQGDPHQWDO DVSHFWV RI WKHXVHU¶VPRYHPHQW
VSHHGGLUHFWLRQIORZWKHFDWHJRU\RIµOLVWHQLQJWRVHQVHDVPHDQLQJ¶LELGPDWFKHVWKHVHW
of representations and images that may arise in the process of sonification (the repetition of a 
movement that produces a percussive sound makes me think/feel/sense that I am beating an 
LPDJLQDU\REMHFW DQG WKHFDWHJRU\RI µOLVWHQLQJ WR VHQVHDVPRYHPHQW VHQVHRIGLUHFWLRQ
LPSXOVH¶ LELG PDWFKHV WKH SRVVLELOLW\ Rf the sound to carry the impulses that direct my 
affective responses. Within such a relationship, sound is treated as a real, albeit mediated, 
H[SUHVVLRQRIWKHSV\FKRSK\VLFDOH[SHULHQFHDQGFDQWKXVGHYHORSDQDZDUHQHVVRIWKHERG\¶V
sense-making in a modality other than the visual-kinaesthetic one. Most importantly, within a 
movement sonification environment the experiential relationship between sound and 
movement is on a feedback loop and, as such, the process of listening-moving as well as the 
sound being listened to are part and parcel of the sonorous lifeworld created by the 
interactions between the user and the system. In this manner, processes of movement 
sonification could open a space between what I do (or am seen to be doing) and what I feel, 
which is however other than the objectifying gaze of the mirror and the imperative placed on 
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the performer to produce some sort of intelligible meaning. Instead of trying to match an 
inner sensation to an outer reflection, whether this is the reflection of myself in the mirror, a 
FROODERUDWRU¶V UHVSRQVHRU WKHDXGLHQFH¶VDSSUHFLDWLRQPRYHPHQW LV heard LQD µPLUURU¶RI
sounds.   
Yet, it could be argued that even within such a formulation the body is still cast as the 
organ that does the listening of an extraneous sound, even if such sound carries fundamental 
DVSHFWVRIWKHXVHU¶VSK\VLFDOLW\%XWFRXOGZHHQYLVDJHWKDWWKHERG\VHOIQRWRQO\SURGXFHV
but is PDGHRIVRXQG"+RZIDUFRXOGZHVWUHWFK&RQQRU¶V-7) assertion that the 
self can be imagined DVD µPHPEUDQH>«@ WKURXJKZKLFKYRLFHVQRLVHVDQGPXVLF WUDYHO¶"
&RQQRUDVZHOODV-DQXVUHIHUWRSV\FKRDQDO\VW'LGLHU$Q]LHX¶VK\SRWKHVLVRID 
µVRQRURXV HQYHORSH¶ RU EDWK RI VRXQGV HVSHFLDOO\ WKRVH RI WKH PRWKHU¶V
voice that surrounds the infant soothing supporting and stabilising it. This 
LPDJLQDU\HQYHORSHLV WKHDXGLWRU\HTXLYDOHQWRI/DFDQ¶VPLUURU-stage, in 
that it gives the child a unity from the outside; it can be seen therefore as a 
µVRXQGPLUURU«RUDXGLRSKRQLFVNLQ¶&RQQRU14)  
As Connor (1997, 214) explains, sound is experienced as an outside force that 
permeates the infant, since the latter does not have the ability to shut it out or confine it. The 
audio-phonic skin develops in response as a filter that allows the subject to cope with the 
possible fragmentation that sound threatens to cause. Seen from this perspective, it becomes 
clear that an attempt to develop a paradigm of subjectivity based on the auditory is 
particularly challenging. Indeed, as Connor (1997, 213) arguHVµWKHVHQVHRIWKHLQVXIILFLHQF\
and insubstantiality of the hearing makes the definition of the self through it a problem. How 
can the modern psyche be said to be organised around an otology which is so regularly 
GHILQHGDVWKHGHILFLWRIRQWRORJ\"¶Yet, Connor also convincingly argues that experiences, 
if not conceptualisations, of selfhood based on the auditory, rather than the visual, did emerge 
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at specific historical moments and in response to specific acoustic technologies. Could 
therefore systems of movement sonification offer an auditory-somatic involvement akin to 
the one produced by the gramophone and the telephone and experienced by late nineteenth-
early twentieth century subjects? And bearing in mind the accumulated knowledge produced 
respectively by philosophical accounts of listening and the somatic practices that we currently 
have at our disposal, could movement sonification open up the space for a conceptualisation 
of the body that is more sonorous? Or could we even talk about a body-sound, as a discreet 
sense and category of our psychophysical identity? In other words, could systems and 
SUDFWLFHVRIPRYHPHQW VRQLILFDWLRQFRQWULEXWH WRDQ DOWHUQDWLYHFRQVWUXFWLRQRI WKHPRYHU¶V
subjectivity and achieve through embodied experience what remains conceptually and 
theoretically slippery? Could we move from a conceptualisation of awareness that is 
PHWDSKRULFDOO\FRQFHLYHGDVµPDNLQJWKHERG\DOOH\HV¶WRDQHPERGLHGSUDFWLFHRIPDNLQJ
the body all ears?19  
Conclusion 
The aim of Sonolope is to re-harness the mobile phone as a ubiquitous device in an 
attempt to develop the foundations of a movement practice that expands corporeality, both as 
a concept and a perceptual experience, through the auditory. An analysis of the moving±
listening relationship within movement sonification demonstrated how a responsive system 
can inform processes of movement improvisation within pedagogic and/or somatic practices. 
It also exposed that the emphasis that somatic disciplines place on proprioception often leads 
to a bias towards the kinaesthetic and accordingly prevents a more thorough engagement with 
sound, in both practical and analytical explorations. Yet, movement sonification offers the 
possibility of experiencing and developing a kind of embodiment that both eschews a 
viewing-sensing dialectic and acknowledges the act of listening as well as the production of 
VRXQGDV DQ LQWHJUDO SDUW RI WKHERG\¶V VHQVHPDNLQJ 6LPLODUO\ WR WKH LPSDFWRISUHYLRXV
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audio technologies, the experience of such embodiment within creative and pedagogic 
contexts might have far reaching implications about the ways in which we experience and 
conceptualise subjectivity.  
It goes without saying that movement sonification is only one avenue of exploration 
DQGµPDNLQJWKHERG\DOOHDUV¶GRHVnot necessitate by default the use of the specific kind of 
technology presented here, but could be achieved by other means (I wonder if the large 
cardboard ears donned by the pre-schoolers we met at the beginning of this article could do 
the job). 20 However, within such a project different technologies as well as different ways of 
listening are bound to inflect the process in different ways. I would argue that an engagement 
with domestic technologies, such as the mobile phone, may offer an opportunity to challenge 
existing sensory hierarchies and thus have profound implications over the extent of agency 
we are able to exercise as subjects in an increasingly technologised world. Drawing on 
%HUQDUG6WLHJOHU1HLOO2¶'Z\HUDUJXHVWKDWµWKHZLGHQLQJULIWZKLFKhas opened up between 
the producers of audio-visual content and the disenfranchised consumers needs to be filled by 
>«@ LQYHQWRUV RI LQVWUXPHQWV ZKR ZLOO UH-harness and re-deploy digital technology, thus 
IRUJLQJQHZFLUFXLWVRIWKRXJKW¶ 49). And, I would add, new modes of experience.  
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1
 Sonolope developed out of a collaboration with creative technologist Simon East through a 
series of workshops with performing arts students and professional theatre artists. It has been 
presented as an interactive installation in international conferences, the National Media Museum, and 
regional events, attracting over 1000 users, often including children. For more information, see the 
webpage: http://www.sonolope.com/ (accessed 17th February 2017). 
2
 :HOOQHU H[WHQGV WKH FRQFHSWRI µGRPHVWLFDWLRQ¶ WRPRELOHSKRQH WHFKQRORJLHV LQRUGHU WR
GHQRWH D SURFHVV ZKHUHE\ D SLHFH RI WHFKQRORJ\ EHFRPHV SDUW RI WKH XVHU¶V KRPH  -5). 
According to Wellner, mobile phones further complicate notions of domestication, since they also 
DOORZXVHUVWRWDNHWKHLUµKRPH¶ZLWKWKHP 
3
 The lenses through which movement sonification practices have been examined include 
techniques of mapping (Torre 2015), phenomenology (Parviainen 2011), audience participation 
(Coleman 2015) and theories of enactive cognition (Peters 2010). 
4
 The organisation of the material in two sections ±one dealing with the characteristics of the 
DUWHIDFWDQGWKHRWKHUZLWKWKHGLVFXUVLYHµEDJJDJH¶WKDWXVHUVDUHERXQGWREULQJWRLWLVLQIRUPHGE\
D FHQWUDO TXHVWLRQ LQ WKH ILHOG RI SKLORVRSK\ RI WHFKQRORJ\ FRQFHUQHG ZLWK WKH µQHXWUDOLW\¶ RI WKH
technological artefact. One side of the debate holds that technology is autonomous and imposes its 
own conditions, whilst the other maintains that technology is determined by socio-political interests 
and aims. A middle ground between these two extremes is offered by Ihde (1990) who argues that 
those characteristics that are inherent to the artefact are bound to inflect but not determine either its 
use or its function. A similar position is followed here.  
5
 Wellner (2016) identifies the first three variations respectively with a particular model 
ZKLFK DUJXDEO\ GURYH WKH KDQGVHW IRUZDUGV ,Q FKURQRORJLFDO RUGHU WKHVH DUH 0RWRUROD¶V 6WDU7$&
ODXQFKHGLQ-DQXDU\1RNLD¶VODXQFKHGLQ0DUFK$SSOH¶VL3+21(ODXQFKHGLQ
January 2007 (original typescript). Wellner considers the development of mobile phone applications 
as the fourth historical variation.  
6
 &RQQRU IRU H[DPSOH H[SODLQV   WKDW µWKH ULVH RI VFLHQWLILF DQG WHFKQRORJLFDO
ratLRQDOLW\ >«@ ZDV DFFRPSOLVKHG E\ D VHSDUDWLRQ RI WKH DFWLYH WUDQVIRUPLQJ VHOI IURP D QDWXUH
progressively conceived as passive, constraining and unconscious; with this separation came what 
Heidegger called the Gestell, or visual enframing of the world, as DVHSDUDWHGREMHFWRINQRZOHGJH¶ 
7
 Despite its argument, this article is still bound by a language that equates 
understanding/knowledge with seeing and uses audio-video material as documentation of practice.  
$UJXDEO\WKHIRUPHULVFKDUDFWHULVWLFRIµDFDGHPLF¶ZULWLQJZKLOVWWKHODWWHULVDUHVXOWRIWKHXVHRI
practice-as-research methodologies. For more information on the way language perpetuates a 
knowing-seeing relation, see Ihde 2007.                                        
8
 $OWKRXJK 1DQF\¶V LQWHQWion is to develop an alternative conceptualisation of subjectivity, 
Hickmott (2015) argues that his account suffers from important shortcomings: an essentialist 
understanding of the female body/uterus as a primordial resounding organ and a metaphysical 
understanding of music as otherworldly, ahistorical and pre-cultural. Janus (2011, 198-201) also 
ORFDWHV D VLPLODU SUREOHP ZLWK 1DQF\¶V WUHDWPHQW RI PXVLF E\ SRLQWLQJ RXW WKDW WKH H[DPSOHV WKDW
Nancy gives, and are taken to exemplify music as a whole, derive from a specific high-art genre. Yet, 
LWLVGHEDWDEOHZKHWKHUWKHVHVKRUWFRPLQJVFDQFHORXW1DQF\¶VSURMHFWin toto. It is important to point 
RXWWKDW+LFNPRWW¶VFULWLFLVPLVSDUWLFXODUO\FRQFHUQHGZLWK1DQF\¶VWUHDWPHQWRIPXVLFDQGOHVVZLWK
his account of sound and that Kane (2012), who focuses on the meaning of the French verbs that 
1DQF\ XVHV WR GLVWLQJXLVK EHWZHHQ OLVWHQLQJKHDULQJ LV D ORW PRUH V\PSDWKHWLF WR 1DQF\¶V RYHUDOO
DWWHPSW ,W DOVREHDUVQRWLQJ WKDW IRU WKHSXUSRVHVRI WKLVDUWLFOH ,KGH¶s phenomenological analysis 
DQG &RQQRU¶V KLVWRULFDO H[DPLQDWLRQ FDQ VHUYH DV FRUUHFWLYHV WR 1DQF\¶V WHQGHQF\ RQ RQH KDQG WR
abstract his account from any specific body and at the same time to generalise examples that are 
rooted in specific cultural and/or corporeal instances. 
9
 In this respect, Connor (1997, 213) makes a helpful distinction between the impact that the 
auditory sense had on daily experiences during the late nineteenth and early twentieth century and the 
µYHU\GRPLQDQFHRIWKHYLVXDOSDUDGLJPLQFRQFHSWLRQVRIVHOI¶ 
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10
 &RQQRUIRUH[DPSOHREVHUYHVWKDWµHDUO\FRPPHQWDWRUVRQWKHWHOHSKRQHZHUH
fascinated not so much by its capacity to convey messages and information as by its faithful 
preservation of the individuating tones and accidents of speech and even the non-verbal sounds of the 
body. Wellner (2016, 40) also offers a number of reasons primarily concerned with cultures of use 
that could explain the eventual prevalence of text messages over voice calls.  
11
 This view is of course complicated by the fact that mobile phone use is also tactile and thus 
FRQVWLWXWHV D PXOWLVHQVRU\ H[SHULHQFH +RZHYHU :HOOQHU   DUJXHV WKDW µDPRQJ WKH WKUHH
VHQVHVRIKHDULQJVLJKWDQGWRXFKWKHYLVXDOHYHQWXDOO\WRRNRYHU¶,QVSHFLILFUHODWLRQWRWRXFKKH
further demonstrates that the actual sensory experience is limited to the touch of the screen and 
LQYROYHV OLWWOH PRUH WKDQ FRQWDFW ZLWK WKH JODVV VXUIDFH µWKH VFUHHQ UHPDLQV VPRRWK DQG VOHHN
UHJDUGOHVV RI WKH DSSOLFDWLRQ DQG WKH FRQWHQW¶ :HOOQHU   ,I ZH WKLQN RI &RQQRU¶V
characterisation of the auditory self as a membrane it could be further argued that the auditory 
experience can be in fact a lot more haptic, than the tactile experience of using the fingers on the 
SKRQH¶V VFUHHQ )RU IXUWKHU GLVFXVVLon on the relationship between touch and sound see Welton 
(2010).  
12
 For an extensive discussion of such an approach in daily life and artistic practice 
UHVSHFWLYHO\VHH%HQ+LJKPRUHDQG1HLOO2¶'Z\HU 
13
 For a further discussion on the relationship between sounds and gestures see Peters 2010, 
83.  
14
 9LGHR$LVHQWLWOHGµ,QWHUQDWLRQDO0HWDERG\)RUXP%UXQHO8QLYHUVLW\$SULO¶DQGFDQ
be found in the Sonolope website in the videos tab: http://www.sonolope.com/videos/ as well as 
directly on YouTube https://www.youtube.com/watch?v=PiMl1gzfMF0 (accessed 17th February 
2017). 
 
15
 9LGHR % LV HQWLWOHG µ0DWHULDOLW\ 6\PSRVLXP /HHGV 8QLYHUVLW\ 0DUFK ¶ DQG FDQ EH
found in Sonolope website in the videos tab: http://www.sonolope.com/videos/ as well as directly on 
YouTube https://www.youtube.com/watch?v=B06PnD-0pr4 (accessed 17th February 2017). 
16
 &XPLVNH\DQG+MRUWKDUJXHWKDWµVHDPOHVVQHVV¶LVRQHRIWKHIRXQGDWLRQDODVSLUDWLRQV that 
guide technological development and identify the mobile phone as the leading interface in promoting 
such an experience with technology (2013, 1-4). Yet, they also problematize such as an expectation in 
terms of access, socio-economic standards and education.  
17
 +LFNPRWWIXUWKHUDGYLVHVWRWUHDWµWKHLQKHULWDQFH of our ears as always already 
FXOWXUDO¶$FFRUGLQJO\DQH[SORUDWLRQRIWKHZD\WKHXVHU¶VH[SHULHQFHZLWKLQPRYHPHQWVRQLILFDWLRQ
might be informed by the ways in which cultural and socio-economic factors might have shaped her 
listening is an area that begs further exploration. In the literature on movement sonification I am 
aware of, I have not encountered such analysis and my work has not touched yet on this area.  
18
 6HHIRUH[DPSOH5HEHFFD(QJKDXVHU¶VDUWLFOHµ'HYHORSLQJ/LVWHQLQJ%RGLHVLQWKH'DQFH 
7HFKQLTXH&ODVV¶ 
19
 Originally a metaphor that is used within South Indian systems of psychophysical 
HGXFDWLRQVXFKDV0DUWLDO$UW.DODULSSD\DWWXDQG\RJDµPDNLQJWKHERG\DOOH\HV¶KDVVHHSHGLQWR
Western performer training discourse and practice, primarily through the work of Phillip Zarrilli 
(2009).  
20
 6HH IRU H[DPSOH )DEUL]LR 0DQFR¶V UHFHQWO\ FRPSOHWHG 3K' WKHVLV µ(DU ERGLHV DFRXVWLF
ecologies in site-FRQWLQJHQWSHUIRUPDQFH¶8QIRUWXQDWHO\,GLGQRWPDQDJHWRHQJDJHZLWKWKLVWKHVLV
extensLYHO\VLQFHLWDSSHDUHGGXULQJWKHWLPHRIWKLVDUWLFOH¶VUH-drafting. 
